Hoffmeister's and Miroslav Galuška's 4 Three Months in New York (Tři měsíce v New Yorku, 1951) , to the beginnings of its artistic rediscovery and re-affirmation in Ludvik
Aškenazy's 5 Indian Summer (Indiánské léto, 1956) , to acceptance-albeit problematic-in Irena Dubská's 6 American Year (Americký rok, 1966) and Miroslav
Holub's 7 highly fictionalized Angel on Wheels (Anděl na kolečkách,1963) . 8 Galuška's and Hoffmeister's narrative is an example of the re-emergence of political reportage as one of the most preferred genres of the period, in which the new Socialist world represents "a world of joy, mutual help, and happiness" (Bauer, 2003: 3), 9 in contrast to that of its negatively represented "enemies," such as the U.S. This is apparent in the use of a particular collective "we" narrative, as well as in the establishment of America as a space of binary opposition between the good and the bad. In Aškenazy's and Dubská's travel narratives, there are movements toward a lyrical description of the space allowing greater subjective involvement and emphasis of the traveling "I" in opposition to the collective narrative agent. 10 Finally, "semi-reportage," the subtitle of Miroslav Holub's American travelogue, refers to the construction of a highly fragmented narrative and a play with the conventions of the political reportage of the period; however, Holub's poetic interpretation of space is based on his reading of contemporary American poets and writers, in whose works travel also plays a significant role.
In travel narratives, space is "at the least (…) 'half-created'" (Pfister 1996: 3) by the travelers/narrators, and the relationship between them is always dynamic (Barthes, 1971; 1986: 87-98) . Fictionalizing tendencies in the construction of space in travel writing are informed by Hana Wirth-Nesher's interpretation of urban space in the modern novel as the interaction of four different environments: urban, natural, human, and verbal. While Wirth-Nesher does not consider the natural environment "outside the bounds of culture " (2001: 54) , the natural environment in the travelogues includes "non-cultured" nature because of its impact on the representation of space.
The built environment-"city layout, architecture and other man-made objects"
(54)-is analyzed in relationship with the natural environment, as travelers' attitudes toward the interactions between these environments demonstrates the changes in representations of America.
The "human environment," which Wirth-Nesher defines as "human features which constitute the city setting, such as commuter crowds," as well as the "types [of people] who are generic fixtures of cities in specific periods or locales: the doorman, the street musician, the beggar, etc.," (55) is mainly represented in the travel narratives by encounters with immigrants of European descent and also beyond. They contribute to the description of the identity of the travelers, from their belonging to a certain social system (Hoffmeister, Galuška) or a certain cultural space, such as Europe (Aškenazy, Dubská) , and finally to the lack of identification with and involvement with the creation of the transcultural experience (Holub) . Finally, the verbal environment comprises different linguistic signs, such as "the names of streets and places, and (…) other language which is visually inscribed into the cityscapeadvertisements, announcements, graffiti" (56). While this latter aspect is the least represented in the travelogues, it still plays a significant role in the acceptance of American culture. with another culture, the airport. They begin to understand "that we landed in enemy country, where we will not do without troubles" (1951: 74). They foresee hostility not only in the suspicious looks of the immigration officers at airport (54), but they also believe it is foreshadowed in factors beyond human control, such as the rough climate, the only reference to the world of nature in the narrative. Their experiences reflect the political context, which could be briefly defined as the atmosphere of mutual diplomatic isolationism and prejudices. On one hand, America was perceived along the aforementioned conventions of representation of a bipolar world. The travelers' experiences were shaped by "America's phobic reaction to Communism
[which] permeated every arena of American life, from religious worship to
Hollywood movies" (Davenport, 2009, 12) , [and] which loses its grip in mid-1950s, following increased travel and cultural exchanges across the so-called Iron Curtain.
Both travelers also embody the early ideal of the "Socialist traveler" of the 1950s, who act as a collective first-person-plural narrator, often representing travel as a collective mission where "cooperation among all the members is essential for a successful voyage" (Robbins 1978: 216) . The use of plural narration 11 demonstrates "the collective consciousness of a tightly joined group who can be expected to share closely aligned ideas and emotions" (Richardson 2009: 146) , and posses a "shared, collectively negotiated sense of identity within a bounded whole" (Margolin 2000: 607) 12 as a significant, persuasive and highly controlled authentication of the travel experience.
In and build a magnificent dam at Lipno, some 40 km down the river" (Kahoun 1952: 6) .
In contrast with their aggressive predecessors, for whom domination over nature equaled victory over history (6) , socialist travelers protect nature from economic and industrial exploitation, as it represents their home and their identity.
Such an idyllic notion is impossible to find in New York as the city is reduced to an opposition between the space of power and its subversion. The space of power is embodied in the newly constructed United Nations building, compared in the narrative to an animal habitat or "den" (74); it is also apparent among other skyscrapers and high-rises which, in contrast to European or Soviet ones, "killed the feeling for beauty" (74). 13 The UN building functions as an isolated, self-sufficient, de-humanized unit with its own microclimate; the lack of natural lightning and the lack of windows impede contact with the outside world (19). However, the building as a whole physically and metaphorically operates on "slippery ground" (13): the metaphor refers to the building's intrinsic instability-the new seat of the United Nations was built on an ice-skating area donated by the mayor of New York (10) .
The notion of subversion of power, on the other hand, is manifest in the Bowery, economically and socially the most deprived neighborhood of New York, which is represented as an isolated and "censored" space, separate from the officially established routes: "Here they do not take foreigners, who came for an official visit.
Here is the Bowery" (123). Its inhabitants are wanderers, outcasts from society. and suddenly I had a feeling that it was the city, which so far I had never seen, undiscovered, unknown, huge, which I should start to get to know tomorrow.
Comforting was the fact that twelve million New Yorkers would also never get to know it..." (191) .
In Indian Summer, the sharp opposition between home and the foreign place is significantly less dramatic than in the previous narrative. There are frequent shifts between the collective first-person plural and first-person-singular narration, which is used to depict the narrator's intimate and personal experience of the city. "We" narration no longer refers to a group of travelers as envoys of a larger ideological collective back home, but to two travelers with individual views of America.
Collective belonging is expressed by the use of the third-person narrator, a neutral collective agent who complies with travel conventions: "We returned to our hotel in the evening; our luggage was already in the room. Nobody unpacked it, because a newly arriving foreigner begins how all other foreigners begin. He went to a window, he opened it, breathed the raw, wet air of early evening, he looked and he looked. The peculiar New York sky was red, the lights of Broadway" (25). References to standardized newcomers' rituals neutralize the ideological qualifications of the space.
What they see from their hotel room is everyday life. In contrast to the previous narrative, windows play a prominent role: they enable the travelers to connect with the surrounding world.
In Indian Summer, vertical dominants are not perceived as hostile; from above, New York is simply seen "from the position of a foreign bird" (63). However, the traveler prefers places where ordinary life happens. They are depicted in a photographic manner, as a set of mutually isolated shots, which, in time, resemble However, participation in the everyday life of a foreign culture seems to be an impossible aim because it represents a combination of rituals based on "persistence, repetition, and automatism" (307) and also the absence of any pre-given model "rationally mediated" by driving through New England (307). The traveler's confession about her inability to fully participate in everyday life suggests that her detached perspective is yet another narrative step toward subverting the (ideological)
claims of authoritative knowledge of a foreign place.
The travelogue introduces an urban walker who, unlike Michel de Certeau's New York walker, does not feel that by looking at the space from above she "leaves behind the mass that carries off and mixes up in itself any identity of authors or spectators " (1985: 92) . The traveler feels that the view from above helps her define her European identity as well as orient herself within the artificial structure of the city which "a long time ago slipped out from the perspective of a man on the sidewalk and on the rails" (10) . The view from above also conflates the urban and the natural space, and underneath lies the complexity of the city's forgotten identity: "Only the whole view from super-human height assembles in one stroke from a fragmented and disintegrated space a neatly arranged, interconnected form, fitting into the seemingly dead floor plan, the sea, rivers, and clouds, allowing a new kind of orientation network to present itself" (10) . The expansive urban environment subordinates the world of nature to the extent that its foundational support gets lost in it. In this way, the urban space resembles a labyrinth in which travelers are forced to follow welltrodden routes: "The environment, built here by man, no longer has natural support points, and when people do not exercise their usual daily pilgrimage they have trouble finding their direction in the network of underground passages and between blocks [of buildings], where immense walls obscure the sky" (10) . In this manner, the traveler introduces another very important category in the representation of America: the concept of natural, or "original," identity, where the natural is pushed completely beyond the human realm.
In the narrative, authentic nature is nature beyond human reach. It is the selfsufficient space of the American desert which "exists basically beyond man; it does not threaten him, but it also does not need him and it does not offer him much" (92). 
Constructing New Authenticity: Miroslav Holub's Angel on Wheels (1963)
In Miroslav Holub's "semi-reportage," the first contact with America is established from the de-familiarizing perspective of the airplane approaching the continent.
Instead of the traveler, the airplane is the one who sees, and its gaze swiftly merges with the description of space based on explicit intertextual references: "But the airplane's obscene eye / sees the surface of a round world (…) Sunday parks and speechless statues, and its America / with its ghosts towns and empty Ellis Islands / and its surrealist landscape of / mindless prairies / supermarket suburbs / as Ferlinghetti says" (1963: 6) . What the airplane sees is Lawrence Ferlinghetti's vision of America, transcribed verbatim from his poem "A Coney Island of the Mind" (1958); the exception that Ferlinghetti's "the poet's eye is obscenely seeing" (1958:
13) is replaced with the image of the airplane's eye. In this way the third-person narrator functions as a detached and invisible witness who assigns the task of seeing to two narrative agents: a personified object and a poet for whom America (regardless of how problematic it might be) still represents the home he also traveled across.
Intertextual references to Ferlinghetti and other poets in Holub's travelogue do not only function as a type of a self-censorship, an ideologically balancing act he had to satisfy using "American writers to criticize America" (Quinn 2014: 189) , 17 but also to establish that the traveler wants to emphasize his international and artistic belonging rather than his national one. Such an attitude represents a significant shift when contextualized among the previous narratives: by "de-activating" his Czechness, the What the narrator sees is just a replica of the city, abolishing any reference to the natural environment existing within or around the city. The process starts with a clear identification of the leading ideology (Galuška and Hoffmeister), shifts to cultural identification with Europe (Aškenazy), is additionally defined by the specific character of the urban space (Dubská) , and culminates in a conscious avoidance of references to anything other than the artistic (Holub) . The final stage in this development also represents a reconnection with American literature, which, to various extents, constructs the image of America as seen through the eyes of its poets. However, this tendency has been only briefly outlined; due to its complexity it deserves an article of its own and, as such, is part of my ongoing research.
Conclusion
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